Earlier
you said it
was
started in
1997, you
liar!

Derrida: ‘Visual art is a
form of writing’ (Deconstruction
Engaged,
2001, p. 23).
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William: “The good
of a book lies in its
being read. A book
is made up of signs
that speak of other
signs, which in their
turn speak of things.
Without an eye to
read them, a book
contains signs that
produce no concepts; therefore it is
dumb” (Eco, The
Name of the Rose,
1980/1998, p. 396).

“Today, in
the world
which some
observers
call ‘postmodern’ and
some others
‘late modern’, dreams
of a rationally flawless
and aesthetically
perfect order
are no more
in fashion…”
(Bauman,
Life in Fragments, 1995,
p. 173).

There are ‘continuing
tensions between socalled criticaltheoretical writing
and creative writing,
a tension that might
have been defused
for some by recent
explorations in factional or ficto-critical
writing. When creative writing happens
in the context of a
literature course, its
relation to the critical
essay remains unsettled over questions of
whether the creative
writing serves to
illuminate the critical,
or exist in its own
right as literature of a
kind, or constitutes
itself as a hybrid
form’ (Brophy, Creativity, 1998, p. 228).

Para-eclectic-al = compulsively-frenetic / beyond eclecticism
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‘Derrida’s
anti-books, at
the same time
that they work
theoretically
and thematically to subvert the final
obstacle to
grammatology
– the metaphysics of
logocentrism
– also demonstrate a certain ‘graphic
rhetoric,’ the
essence of
which is a
double-valued
Writing, ideographic and
phonetic at
once, which
puts speech
back in its
place in relation to nonphonetic
elements’
(Ulmer, 1985,
p. 98).

Derrida: ‘There is no
production of anything artistic without
touching, usually
touching with the
hand. But, if I am not
wrong, there is no
reception or evaluation of a work of art
[or ‘thesis’] through
touching. We evaluate, we enjoy, we
experience works of
art through seeing,
hearing, and tasting
and so on but never
by touching. It is a
strange situation:
production is always
haptic, so to speak,
but the reception and
the experience are
never haptic as such’
(Deconstruction Engaged, 2001, p. 28).

Pedagond = evolving-polyvalent-hybrid-discontinuous-ludic identities

“Learning, the
educational
process, has
long been associated only
with the glum.
We speak of
the ‘serious’
student. Our
time presents
a unique opportunity for
learning by
means of humor—a perceptive or
incisive joke
can be more
meaningful
than platitudes lying
between two
covers”
(McLuhan &
Fiore, The
Medium is the
Massage,
1967, p. 10).
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“Derrida similarly elaborates a
tripartite
script – pictoideophonographic
– which, in
recent books,
consists of …
a discursive
commentary
(the phonetic
level); examples interpolated
(‘pinned’) into
the discourse
(the ideographic element); and
‘found’ pictorial material
(such as artworks … or
the post
card…)”
(Ulmer, 1985,
p. 99).

Word-thing presentations

Alternatively, if I turn
these texts, or some
of these texts, into
cybertexts then
clearly I will need to
learn as much about
constructing electronic texts as I will
need to know about
constructing paperbased texts. This will
mean doubling the
amount of texts I
make and doubling
the amount of work I
do. Whilst I would
dearly love to make
both kinds of text, the
reality might be that
resources and time
prevent this ambition.

HAPTIC RECEPTION

Derrida’s “work depends on neologisms to displace the sedimentations of ‘ordinary language,’ which are the sedimentations
of logocentrism” (Hahn, On Derrida, 2002, p. 46).

‘The method
of our time is
to use not a
single but
multiple models for exploration…’
(McLuhan &
Fiore, The
Medium is the
Massage,
1967, p. 69).
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Applied
grammatology,
according to
Ulmer (1985),
collapses discipline into invention (p. 188)
and undermines
the distinction
(and opposition)
between critical-theoretical
reflection and
creative practice (p. 225).
Thus, applied
grammatology
is the meeting
point of nonverbal and verbal systems (p.
298) and combines rigour and
play in learning
and scholarship
(p. 236).
Grammatological writing
breaks with the
investiture of
the book and
linear-temporal
writing (p. 13).
In this sense,
the opposition
between the
‘exegesis’ and
‘creativeproduct’ – between the supposedly
‘academic’ and
‘non-academic’
– collapses, as
evidenced in
this project and
the three ‘creative’ texts produced, all of
which build on
the ‘eisegetical’
nature of this
text while
speaking for
themselves. No
text is privileged
in this trilogy: all
three are ‘research’ and
‘creative’ texts
even if this text,
as the eisegesis, is the one
most ‘academic’ in appearance.

Be warned, I wouldn’t be surprised if the ‘creative’ products turn around and begin critiquing the ‘eisegesis,’ thereby reversing the usual exegesis → creative text
trajectory. And why in God’s name not?

Undoing the ‘exegesis’ / ‘artwork’ hierarchy:
by making texts both at once.
……………………………………………………….

EXEGESIS
——————
ARTWORK

“‘Return inquiry’ (Ruckfrage) is a trope [Edmund] Husserl uses to express the activity of reactivating the tradition one inherits
in order to test and confirm it by ‘sense investigations’ [phenomenology]” (Hahn, On Derrida, 2002, p. 50).
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‘Deconstruction emphasises the
visual-verbal
Writing’
(Ulmer, 1985,
p. 99).

‘In his later
writings,
McGann [The
Textual Condition, 1991] has
stressed also
the material
features of a
book including its typography, paper,
format, and
even pricing
and advertising, as cooperative with its
verbal element in generating its
total cultural
significance’
(Abrams,
Glossary of
Literary
Terms, 2005,
p. 327).

I am using the term
‘millering’ to describe
a personalised type
of French deconstruction. I am making my own
‘idiosyncratic’ type of
millering practice
which is both constructive and destructive
simultaneously. For
me, this is an appropriate type of creative practice in
postmodern times.

‘But when a
writer plans
something
new, and
conceives a
different kind
of reader, he
wants to be,
not a market
analyst,
cataloguing
expressed
demands,
but, rather, a
philosopher,
who senses
the patterns
of the Zeitgeist. He
wants to
reveal to his
public what it
should want,
even if it
does not
know it. He
wants to
reveal the
reader to
himself (Eco,
Reflections
on ‘The
Name of the
Rose,’ 1985,
p. 14).

‘Ambivalence is what all ordering activity is sworn and set and hoped to eliminate. Ambivalence is the cause of all ordering concerns… But ambivalence is
also the effect of ordering bustle. The production of order has its toxic waste…’
(Bauman, Life in Fragments, 1995, p. 213).

GLOSSOLALIA: TEXTUAL SCRAPS AND FRAGMENTS.
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‘… the text of
pleasure is a
sanctioned
Babel [a confusion of
noises or
voices]’
(Barthes, The
Pleasure of
the Text,
1973/1990, p.
4).

‘In our sensation-addicted world, ever stronger stimuli are needed

According to Aarseth
(1997), ‘ergodic’
literature requires
non-trivial effort on
the part of the
‘reader’ to traverse
the text; in other
words, the reader
does more than simply turn the page or
scroll computer
screen. Such a
reader / viewer is
more deeply involved
in the text-building
process. In this way,
both paper-based
and electronic texts
can be ergodic in
nature.

“… a central feature
of postmodernist art
forms is the interrogation of their own
conditions of existence. … So things
like irony, pastiche,
plural coding and
eclecticism can seem
like ways of having
your cake and eating
it. … But if postmodernism puts messages in quotation
marks (the poststructuralist thinker
Jacques Derrida
would say it puts
them ‘under erasure’), that’s because
it is by definition selfconscious and selfcritical. … For the
postmodern text
constantly asks: how
do I produce meanings? How can I offer
a ‘true’ representation of reality? For
whom, and from
what position, do I
speak?”(Ward,
Postmodernism,
1997/2003, p. 33).

(Cybertext: Perspectives on Ergodic
Literature, 1997)
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‘At present many
Masters and PhD
students from creative arts programmes
in Australian universities must complete
both their creative
project and an exegesis in order to
satisfy universities’
requirements that
there be a traditionally recognisable
research component
in the final thesis.
This can involve
multiple supervisors
and multiple examiners, and often means
that such students
produce more work
than those doing
standard theses. It
seems clear that the
question of redefining notions of academic research has
been postponed at
this level’ (Brophy,
Creativity, 1998, p.p.
217-218).

to keep the attention awake for longer than a fleeting moment.’
(Bauman, Life in Fragments, 1995, p. 157)

GLOSSOLALIA: BRICOLAGE: COLLAGE: PASTICHE: INTERTEXTUALITY ARE ALL HERE
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‘Applied
grammatology is less
about deconstruction (of
the philosophical tradition), than
with the grafting of visual
items to
texts’ (Ulmer,
1985, p. 99).

‘Issues of assessment in
creative writing courses
must remain a
sore point, a
place of debate and uncertainty if
these course
are to retain
some commitment to the
unpredictability and openendedness of
creative projects’ (Brophy,
Creativity,
1998, pp. 242243).

Doubling:
Derrida’s concept of ‘doubling’
describes an
art that
crosses over
between word
and image,
sometimes
with little differentiation
between the
two. It also
describes the
double process by which
the artist-poet
is being
shaped at the
same time as
selfconstructing
(Deconstruction Engaged,
2001, p. 31).

‘The postmodern mind is reconciled to the idea that the messiness of
the human predicament is here to stay. That is, in the broadest of
outlines, what can be called postmodern wisdom’ (Bauman, Postmodern Ethics, 1993/1995, p. 245).

Derrida:
‘Every work is
a work of
mourning,
that is, a way
of leaving a
trace, of
abandoning
what we are
saying and
doing and
leaving something’ (Deconstruction
Engaged,
2001, p. 44).

PART OF THE SAME PICTO-IDEO-PHONOGRAPHIC, ARCHE-WRITING PROCESS…
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